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ON THE RHYTHMIC SIGNIFICANCE OF BEETHOVEN'S ANNOTATIONS IN 
CRAMER'S ETUDES 
Modern scholarship has devoted remarkably little attention to problems of performance 
practices in Beethoven -- much less than to those in Bach, although in certain ways the 
need is just as great 1 . A main difficulty has been the obscurity of the evidence, which 
must be gleaned almost entirely from bits of information in widely scattered sources. 
The more is the reason, then, for looking further into one of the most provocative, yet 
least noted, of those sources, which is Beethoven' s handwritten annotations in an early 
Haslinger edition of Cramer's "84 Etüden•, intended for the use of Beethoven's 
nephew Karl under Czerny' s instruction. These annotations comprise Beethoven' s most 
sustained and significant remarks on rhythm. 
The original Haslinger edition with Beethoven's annotations in his own band seems to 
be lost, evidently among Karl's possessions 2, leaving the only source tobe a copy made 
by Schindler in another Haslinger edition, augmented by further handwritten annotations 
of bis own 3. Notwithstanding Schindler's record of inaccuracies, there is little reason 
to question the authenticity of bis copy. Each annotation is clearly identified at the end 
by "Beethoven• or "A. S. • and Beethoven's remarks are too sharp, laconic, and 
ingenuous to have been simulated by another. In 1893 John South Shedlock edited and 
Augener of London published the twenty Cramer etudes that Beethoven annotated, 
complete with the annotations in translation, a few prosodic signs that Beethoven 
inserted here and there, a brief preface on the background of the document, and a 
brief conclusion on its importance 4 . This Augener edition is rare today. In 1961 
Hug & Co. of Zürich printed Anna Gertrud Huber' s edition of the annotations in the 
original German, but without the twe~ty etudes, only their incipits, plus a very brief 
preface and conclusion 5 . A new edition, with the etudes in full, German texts, all 
prosodic markings added by both Beethoven and Schindler, and fuller orientation, is 
much to be desired. No study has been done that is known here on the significance of 
Beethoven' s annotations, especially as they might apply to his own music. That significan-
ce is the topic of the present study. 
As is well known, Beethoven had more than a pedagogic interest in Cramer. He praised 
Cramer' s playing above that of all others, according to Ries 6. And he regarded Cramer' s 
undeniably fine etudes as the foundation of all good piano playing, according to Schindler 7 . 
In fact, in his annotation to Etude 16 Beethoven added, "Diese Etüden schaffen Rat und 
Hilfe für alle Fälle". Furthermore, there is evidence in Beethoven' s own music of bis 
admiration for Cramer, for its passagework or ideas based on passagework often 
closely resemble the passagework in Cramer' s etudes and sonatas. By way of an 
example, the rondo refrain in the finale of op. 26 is often mentioned as being derived 
from Cramer 8. But it is pertinent that Beethoven' s annotations in Cramer' s etudes 
all concern only the passagework and its own melodic elements or outlines rather than 
any independent melodic lines that the passagework sometimes accompanies. That 
limitation must be born in mind in the discussion that follows. 
Beethoven' s brief annotations at the head of each of the twenty etudes plus his occasional 
remarks in the course of them range from seventeen to eighty-seven words per etude 
in the original German. His concern only with the line of passagework and its inherent 
melodic elements, in whatever voice, is most obvious in the etudes that do also have 
clear, independent melodic lines. An example is Etude 16 in F minor, which is like a 
preparatory study for Chopin' s "Revolutionary Etude11 , in its material as well as its 
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style. But Beethoven rnakes no rnention of the right-hand rnelody or its own, separate 
rhythrns. 
Within the passagework Beethoven' s prirne concerns are four. First, there is the 
group accent, which rnost often he places, with disarrning simplicity, on each beat -
that is, on the first note of each group of four 16th-notes, as in Etude 1, or three 
8th-notes, or whatever the subdivision of the beat may be. Second, there is his 
assignment of •1ong• and "short" - more literally, strong and weak -- values to the sub-
divisions of the beats, though mostly not, it is important to emphasize, to the beats 
themselves in any larger relationships. Thus, quite as would be expected, Beethoven 
finds two trochees in the four 8th-notes of each alla breve measure of Etude 4. Third, 
there is what Beethoven calls the "Bindung• , which seems to mean to him the outlining 
of the passagework by holding the first or occasionally some other note of each group 
until the appropriate tone tobe held in the next group is reached. For example, in 
Etude 3 the first 32d-note in each group of four 32d-notes provides the outline or basis 
for the "Bindung•. Fourth and last, there is the line or fragment of melody, which more 
often than not he finds hidden in the corresponding weaker notes that subdivide the beat. 
Thus, in that same Etude 3, although Beethoven identifies both the accent and the 
"Bindung• with the first note of each group, he says the "Melodie liegt fast durchgehends 
in der 3. Note jeder Gruppe•: 
Thus, in his annotations to Cramer' s etudes Beethoven focuses his attention primarily 
on accents, in terms of beats rather than smaller or larger units; on metric feet, in 
terms of the beat's subdivisions or, occasionally, in terms of pairs of beats; and on 
those ideas of "Bindung• and melody. Unfortunately, these terms are not always clearly 
distinguishable as he uses them. Their meaning is neither compared nor clarified in 
the brief discussions by Schindler, Shedlock, and Huber, aside from a sentence by 
Shedlock attempting to define "Bindung• . That the terms were not synonymous in Beet-
hoven' s mind is suggested by annotations like the one in that same Etude 3, in which a 
separate meaning for each term seems to be implied: 
"The melody almost always occurs in the third note of each group; but the rhythmic 
accent should be placed uniformly on the first note. For the sake of the 'Bindung' the 
finger stays down on this accented note• 9. On the other hand, in the annotation to Etude 
23 "melody• and "Bindung• seem tobe equated, and their identification with the first 
notes of each group cause them to coincide this time with what Beethoven almost certainly 
would have called the •accent•, had he mentioned it in this instance: "The first note of 
each group yields the most coherent line, meaning that the fifth finger must not release 
the key until the next melody note is played. Only in this way is the 'Bindung' made 
[truly] coherent• 1°. 
Usually the "Bindung• notes are the accented notes and the melody notes are something 
different. And in any case, the melody notes are likely to come from one strand or voice 
of the passagework that defines a stepwise, chromatic, or even static line. They are 
also likely to consist of one note per rhythmic group and to come from the highest 
strand. But trying to find or continue with the "melody" that Beethoven finds is a 
creative challenge, with some of the uncertainty that one experiences in trying to find 
or predict the "Urlinie• in a Schenker graph. An example is Etude 3, already cited. 
Beethoven' s frequent references to the long-short pattern as trochaic and his single re-
ference, in Etude 15, to one short-long pattern as iambic raise the question of why the 
metric feet of prosody were so much on his mind. One answer may well be, as Huber 
irnplies 11 , that Beethoven was brought up on the discussions and illustrations of rnetric 
feet in "Der vollkommene Capellmeister" by Mattheson (1739), a copy of which was 
known to have been in Beethoven' s library 12 . But his references to metric feet are 
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altogether straightforward, practical, and down to earth. They hardly warrant Schind-
ler' s lofty but vague allusions to Germ an prosody in his prefaceto Beethoven' s an-
notations to the Cramer etudes, or his equally vague allusions to "Iambic , Trochaic , 
Dactylic, and Spondaic rneasure" (Beethoven does not use the latter two terrns at all), 
or to "the right declamation of work-poetry", or to "those poetical forms that lie at 
the basis of all instrumental music"13. It is not, of course, that Beethoven was not 
b- capable of the subtlest rhythmic maneuvers in his own composing, but rather that he 
left no evidence in the Cramer etudes of having founded those maneuvers on high-flown 
theories of the classical rhythms of antiquity, or even of being able to rationalize them 
in such terms. 
The remainder of the present paper allows an opportunity only to categorize six main 
types of rhythmic interplay, not mutually exclusive, that Beethoven calls attention to 
in Cramer, and to propose similar passages in his own works - in particular, in his 
piano sonatas - that invite analogous treatrnent. The analogous passages occur often, 
although ordinarily only briefly because Beethoven' s sonatas do not indulge in passage-
work with the consistency of an etude. Furtherrnore, these passages are more likely 
to occur in Beethoven' s early and middle works, while Beethoven was closer to the 
s style of Cramer. 
The first type presents a regular accent on almost every beat or, in other words, 
every first note of every group. Using Cramer' s Etude 13 as the model, an analogy may 
be found in the first movement of op. 53, during the bridge to the second theme (mss. 
23-31). (A few conclusions are ventured after the other types are listed). 
The second type, regular accents on smaller units than the beat, is illustrated in 
Cramer's Etude 18, where the changes of direction in the passagework deterrnine 
the long-short pairs of 32d-notes. Similar passagework is found in Beethoven in the 
closing figure in measures 72-74 in the first movement of op. 31, No. 3, and in more 
fragmentary appearances of the same figure in the developrnent section. 
The third type consists of regular accents on the first notes of groups that subdivide 
regularly into some metric foot. In Cramer' s Etude 6, which Beethoven describes as 
being in four voices through measure 15, the triplets of 16th-notes fall into trochaic 
longs and shorts spanning minor- and major-6ths (including the right-hand, dotted 
patterns, interpreted as triplets). In the middle section of Beethoven' s rondo in op. 2, 
ly No. 2, which would also qualify as four-voice texture , the 8th-note triplets likewise 
fall into trochees (as in mss. 86-87), though spanning intervals of various sizes, often 
dissonant. 
The fourth type is that in which regular accents on the beat are opposed by bits of melo-
dy off the beat. Thus, Beethoven points to the bit of melody defined by the third notes 
of the 8th-note triplets in measure 16 of Cramer's Etude 2. And he produces much the 
sarne in some of the triplets that persist throughout the first movement of op. 27, No. 2 
(as in mss. 40-41). 
The fifth type is marked by regular accents on the beat concurrent with melodic elements 
on and off the beat - for example, the iarnbic figures that Beethoven finds in the highest 
notes of the groups of four 16th-notes in measures 13 to 16 of Etude 15. A related passage 
in bis own music may be observed in the groups of four 16th-notes in the Scherzo of 
op. 31, No. 3 (as in mss. 47-48). 
Finally, the sixth type compris~s regular accents on the beat as opposed to a consistent 
melodic line off the beat. An example by Cramer is Etude 12, where Beethoven assigns 
the melody to the second note of each group of four 32d-notes. A related example in 
Beethoven, with the same rhythmic values and position, occurs in the filigree of the 
Andante con moto of op. 57 (as in mss. 57-59), 
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Elementary and limited as Beethoven' s annotations in Cramer' s etudes will seem to be 
on first consideration, especially in their application only to passagework, their 
further consideration suggests conclusions that touch on many aspects of his art of 
composition. Here we are limited to the few most evident and immediate conclusions. 
First, it is worth noting that Beethoven still lived in an era of frank, forthright 
expression in music. As a specialist on the much earlier Chaucer has remarked, 
Chaucer took real pleasure in the simplest and most obvious metric feet and in giving 
them all necessary emphasis. Beethoven evidently did not try to disguise the gusto with 
which he partook of the simple trochees and iambs. 
Second, important to Beethoven's interest in these metric feet was the strong outlining 
or organizing influence that the resulting group accents gave to the passagework. Such 
outlining was th..e first essential step in the projection of the structure as a whole. 
Third, also important in the group accenting was the sense of direction that resulted. 
Thus, and for this reason, in the example taken earlier from op. 53, the accents were 
chosen partly to define the changes of direction in the passagework. 
Fourth, it is instructive to see how flexibly the past master of composition applied the 
more formalized patterns established by Cramer. For example, Beethoven found a 
regular trochee in the first and fifth notes of the sextuplets of 16th-notes in Cramer's 
Etude 21, whereas he himself transferred the "short• of the trochees to different 
positions in the similar sextuplets that occur in the first movement of op. 27, No. 1 
(as in mss. 57-60; the explanation lies, of course, in the quadruplet rhythm Beethoven 
superimposed on the sextuplets). 
Fifth, although Beethoven was writing for Karl what he in bis own maturity must have 
regarded as the most elementary principles of rhythm, he did discover enough variety 
of rhythmic activity and counter activity to reveal in but one more way what an extra-
ordinarily canny and subtle composer he was. 
And lastly, all this much concern with group accents and the subdivisions of the groups 
into metric feet, as well as the conflicting melodic lines and sustained tones in the 
"Bindung•, adds significant force to the growing chorus of arguments today for the 
slowing of tempos in the performance of Beethoven' s faster movements. 
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Hanns-Bertold Dietz 
RELATIONS BETWEEN RHYTHM AND DYNAMICS IN WORKS OF BEETHOVEN 
Although it is known that Beethoven was in the habit of adding dynamic marks to a 
manuscript only after he had completed writing the musical text 1, it would be false 
to conclude that dynamics are peripheral to the substance of his works. On the contrary, 
as his sketches prove, dynamic aspects played a role even in initial stages of composi-
tion 2. Further, certain works, of which different versions have been preserved, 
clearly indicate that dynamic considerations were involved in effecting compositional 
changes. The string quartet opus 18, No. 1, is a case in point, and especially its first 
movement can serve as example . lt is here not the intention to discuss all alterations 
occurring in the two versions - this has already been done elsewhere 3 - but rather to 
select a few pertinent instances under the viewpoint of the topic, the relations between 
rhythm and dynamics. 
In the first version of the opening movement of the quartet, measures 13 through 18 
present the same dynamic demands (1 measure "piano"+ 1 measure-== ::===--) three 
times in succession. The rhythmic change which occurs in measure 18 is thus dynamic-
ally disregarded and treated as was the rhythmic sequence in the measures before 
(Example l). The final version, in contrast, emphasizes this rhythmic change with a 
simultaneous change in dynamics, to a "crescendo" lasting two measures. Therefore, 
the three eighth notes which follow the dotted quarter hold in measure 18 are now felt 
as a strong, directed release into the tonic cadence. That all four instruments are 
made to partake in the "crescendo" , and in the rhythmic pattern J ill 1 .J , further 
strengthens the rhythmic-dynamic relations of measures 18 through 20. 
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